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'Make a wclcoma Aldo van Eyck Pref aCQ 
of Mch door* m 

face of each With architecture and meaning drifting apart - iielieve it or not - this little 

window' volume comes as a message from another more enlightened world. It was 

(Aldovan Eyck) to have appeared in 1979 for the hundredth anniversary of Jujol's birth, 

but no publisher could be found witiing to taice die risic - not even in Barce> 
DooninannemtoCasa _ 

ggf^ lona. The authors had everything ready: texti. plans, diagraim, their own 

photographs and layout Since this first pioneering effort floundered sever- 
al attractive books on Jujol have become avail^le. What makes the pru> 
ent one, which Is a modest version of the one the authors originally Intend- 
ed, so timely and gratifying, is what the authors bring to bear about their 
singularly endowed subject artd, indirectly, why hb work Is so relevant 
today. In fact the opening paragraphs put the reader on the right track 
straight away: In Jujol'ii world a detail'^ scope reaches beyond its actual 
sizel Expanding on this pivotal statement the authors UA\ us that Jujol the 
architect made spaces in accordance with their use^ whilst Jujol the painter 
betto¥ved upon them unexpected moods. His decorations, we read, impart 
an ambiguous dimension, thus escaping from their usual Isolatkm. hi other 
words, Jujol'ii decorations are not merely something added which could 
just as well, or better, be subtracted (Loos-Oud). but a vital spatial Ingre- 
dient. Such decoratfons are in fact e/aboratfons which strengthen the 
physical place^iualHy of the spaces made: refining their appraclated hu- 
man context. Jujol thus literally prepared his spaces for human use - still, 
after all, the architects primary job. How painfully different this, when 
contrasted with the current skk wish to minimise the value of ardiitectur- 
al detail and belittle attention for place-quality on the grounds that this 
detracts - from the 'big' central concept. Bigness, the latest magic word, is 
even expected to render architecture no longer necessary - obsolete. The 
obvious truth, of course, points to the exact opposite and is one which 
Jujol in particular substantiated so well, that only through architecture 
can oversize be successfully tamed - humanised. Architects are obliged to 
subdue Bigness (whatever it means) - gigantism and oversize. That too is 
their specific job. 

Did Jujol drop those plates in order to put them together again over the 
curved surfaces of the world's most beautiful public seat? With this question 
the authors, at any rate, introduce the notion of a more inclusive - 'sur- 
realist' they call it - rationale; one which Jujol drew upon continually in 
one way or another. The solutions he came up with are as startling as they 
are ingenious; the result of what I like to call 'hendecagonic' thinlcing - 
the unexpected efficacy of the unusual 

Little did we know that it was Jujol who had contributed such astonishing 
elaborations to some of Gaudi's masterpieces. The authors malce it quite 
clear that Jujol was no minor Gaudi. but a small giant next to a large one- 
an appropriate paradox about relative sizel 



? 
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Jujol aged 46 



Suddenly, from the endless shards and cracks in the flow of 
mosaic of the bench at Park GQell's square, a colour, a shape, a 
plate appears. A plate? Pid Jujol smash the plate he had carefully 
•ictracted from the pile of debris and then meticulously recon- 
struct a plate In the bench? Be it as It may. he was able to tile the 
curved surfaces in this way, with surrealist ingenuity. 

Josep Maria Jujol, 1879-1949, architect 

When we arrived at Case Bofarull, we were informed by the master of the 
house that we should first take a look at the simple space at the top of the 
high tower, the weather station, if we wished to understand anything of 
this farmhouse by Jujol. A moment earlier, from the fiekis below, we had 
seen the two comer windows belonging to that room - man-sized and 
installed diagonally, with a French window between them. Once Inside, 
we discovered that the two windows consisted of three coloured panes, 
one above the other. The one, seen from bottom to top, in the colours 
green, yellow and blue; the other In yellow, red and purple; whilst the 
pane in the French window was of plain glass. The farmer walked across to 
the central, clear-glazed window in order to explain his enthusiasm about 
the way this room was used. If he wasnt happy with the k>ok of his crops, 
he stood In front of one of the coloured windows. The character of the 
season changed immediately and he saw his fiekis Just as he would like 
them to be: as green and moist as duckvireed against a yellow, sunny, blue 
horizon, or, through the other window, as yellow and dry as a threshing 
floor against a shimmering magenta sky. 

Ir^ Jujol's world, the scope of the detail Invariably reached beyond its size. 

As a painter, draughtsman and architect he had his own view of reality, 
which not only enabled him to give special colour to all the simple, tradi- 
tional building material in his surroundings, but also to arrange all these 
elements in ways which, in the pursuit of new expression, produced unex- 
pected effects His fragile structures resulted, in their reversal of Vitruvius' 
firmitas. in a paradoxical monumentality. 

As an architect, he created spaces which corresponded with their use. As a 
painter he gave them a mood with an unexpected slant. It is almost impos- 
sible to imagine his architecture without decoration. It lends subtlety and 
ambiguity to his work, and as such has nothing to do with embellishment, 
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which after all is characterized by 
its isolation. Jujol even set his 'ob- 
jets trouves' - plates, shards, boul- 
ders - as well as the grilles made of 
old rusty farm implements, in an ar- 
chitectural context, for the sake of 
a spatial statement. In the hands of 
Jujol the painter, sculptor, ironwork- 
er and stained-glass artist, architec- 
tural space became extraordinary, 
tailor-made clothing. 
Jujol was familiar with the habits 
of his clients as well as with the na- 
ture of his Catalan homeland, from 
which he drew his inspiration. His 

buildings conduct themselves freely in their surroundings, without becom- 
ing freakish in their mass. In that sense they are just as classic as the farmer, 
who is not picturesque by nature either. Jujol was different in his use of 
materials and the various ways in which he played tricks on nature. His 
wrought iron, for instance, looks as if it came from the local smithy, where 
it was cut, beaten and twisted with a few simple strokes. Yet when we touch 
the material in current use it is refined and malleable, giving the impres- 
sion of paper, knotted rope, fluttering in the wind. Jujol has used it differ- 
ently each time, bending it to his imagination and causing it to shed its 
rigidity and weight. 

Jujol was a skillful manipulator of traditional construction techniques, the 
more so since he was able to omit material where it did not serve a purpose. 
As was the case in the rear wall of Casa Bofarull, where a vast brick arch 
serves to connect up the house and the garden and give the impression of 
space. But he was also conversant with the opposite effect, i.e. the spatial 
activation of constructions, as is apparent in the gallery immediately above 
the arch, where the very tactile quality of the slender columns enhances 
the suggestion of space. In addition, Jujol succeeded in devising construct- 
ions which were impossible, technically speaking. As in the oriel of Casa 
Negre, in which the windows are wider at the top than at the bottom. 
They function as vertical sliding windows, not in spite of but because of 
their tapering character. His tool chest was well stocked, not least with a 
healthy measure of natural contrariness. 



Childhood drawing 



Education and Training Jujol's interest in painting and drawing devel- 
oped very early on. As a small boy he began to note his observations on 
paper, recording with care nature, people, animals and buildings, as if their 
very existence surprised him. And as he went along, with his keen powers 
of observation, he developed his celebrated photographic memory which 




Portraits from und«r9raduate ultimately enabled him to draw from memory, sometimes in such detail 
days. 1894-1906 ^^3^ looked gs If he had made the sketch on the spot. 

Josep Maria Jujol was born on 16 September 1879 devout parents in 
Tarragona, above the school where his father was headmaster. During his 
long childhood walks he came to love the wild, sunny, scented Catalan 
countryside passionately, although he lived most of his life in apartments 
in Barcelona. He loved music, especially Bach, and his architectural prefer- 
ence was for the Baroque. In 1896 Jujol began his studies at the Escuela de 
Arquitectura in Barcelona, after his father had convinced him that it was 
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financially much more attractive to study to be an architect than an indus- Portraits (ro«n undergraduate 
trial engineer. 18971906 

Jujol was never wealthy, but even as a student his excelled on account of his 
fine drawing style. He undertook several design projects with his friend 
and fellow student Rafael Maso, who was later known for his Modernista 
work in and around Gerona. Jujol completed his studies in 1906 with a design 
for thermal baths. His drawings for the project display an equal amount of 
attention to form, colour and light. 

In Jujol's day the Escuela de Arquitectura was dominated by the Moder- 
nista movement, which permeated all fields of culture. This Catalan move- 
ment which was, in fact, a local architectural variant of the Arts and Crafts 
movement, but more highly charged on account of its quest for expressions 
supporting the Catalan identity, coincided with the growing desire for 




political independence. The pillars of this move- 
ment in architecture were the brilliant eclectic 
rationalist, Liuis Domenech i Montaner (1850- 
1923) and the no less rational yet more radical 
master of material. Antoni GaudI (1852-1916). 



u 



Jujol received his academic training in the sphe- 
res of influence of these architects, completing It 
with the experience he acquired when he worked 
in the offices of his practical teachers - second 
generation Modernista architects, who tried to 
reconcile the differing approaches of Gaudi and 
Domenech. During his studies Jujol worked first 



for Antoni Gallissd, a well-known Domenech supporter and devotee of de- 
tail. There he was allowed to design all manner of decorative work. After 
Gallissci's death in 1903, Jujol worked at the practice of Josep Maria Font i 
Gum^, and, after his graduation, continued working there on the renova- 
tion of the Ateneo Barcelon^s. Around that time, when Catalonia was 
moving farther and farther away from Madrid, politically, economically 
and culturally, the late European Arts and Crafts movements and the sub- 
sequent Art Nouveau, with its nouveau riche character, began to influence 
the Modernista movement. As a result this movement took a step back 
from its Catalan origins and became more general in style. A splendid, un- 
adulterated example of this development is found in the later Modernista 
work of Jujol's university friend Mas6, combining an interior i la Voisey 
and an exterior ^ la Olbrich in a Catalan sauce. 

The international Art Nouveau made no impression on the young Jujol. But 
he did admire the work of Gaudi, whom he met when he was twenty-seven 
via Dr. Santal6 during his work on the Ateneo Barcelones. Soon after that 
Jujol became Gaudi's assistant and continued in that role until the latter's 
death. However, they only really worked together closely during the first five 
years, the period which in fact constituted the final stage of his training. 

Jujol-Gaudf It must have been at the end of 1906 or the beginning of 1907 
- the exact date is not known - when Jujol went to work for Gaudi, the 
genius who pursued his visions so obstinately that he could hardly tole- 
rate anyone working with him, although normally speaking he was very 
easygoing. It is interesting that the young, modest Jujol was able to cope 
with the arrogance and explosive vigour of Gaudi, who was twice his age. 
Jujol's complete absence of assertiveness must have helped; together with 
their shared creativity, it was the foundation for very close collaboration. 
You often find with a 'master-apprentice' relationship that the artistic ex- 
change is a one-way affair, an assumption which, in the case of Gaudi and 
Jujol, is encouraged by the differences in their prestige and age, expe- 
rience and talent. But it is by no means as simple as that. 



Unlike Gaudi, who pursued logic and order, Jujol used his expressive facul- 
ty more spontaneously. He liked to get his hands on the materials and 
tools, working out his ideas as he went along. His approach to Gaudi's 
assignments was so uninhibited as to cause the master embarrassment on 
occasions. That happened with the cathedral of Palma de Mallorca When 
the church council asked Gaudi for an explanation of Jujol's ebullient 
paintings in the chancel of the church which was being restored, he re- 
plied: 'I have two cats in the house; one, Sugranyes, does his work where he 
is supposed to; the other, Jujol, docs it exactly where he is not supposed to. 
You're absolutely right, but what can I do about it?' And Jujol's work was 
one of the reasons why the assignment was aborted prematurely; yet Gaudi 
valued him so highly that he gave him complete freedom. 'Bien, bien, bien, 
adclante hombre' ('ok, ok, ok, go ah«ad, man') was his frequent utterance 
regarding Jujol's work. 

The remodelling of Casa Batll6 was the first project on which Jujol worked, 
in late 1906 and early 1907. Apart from the paintings in the private chapel, 
he alio made several plaoes of furniture for the house. In addition he assist- 
ed with decorations In the flrrt^floor rooms* Including the famous vvooden 
doors with their coloured glass panels. But Jujofk main contribution was 
the ceramic work in the facade which consists of a fine, undulating ground 
of sparkling colourful shards, with a multitude of round tiles of varying 
sizes scattered on top in the same^ but more muted colour combination as 
the ground. The effect is of a scaly skin and evokes concomitant associa- 
tions, reinforced by the monstrous roof and the membranemke^ osmous 
kwver storeys. The Jujolian refinement is in the round tiles, which progress 
freely as independent objects - their thkkness b also visible • over the 
ceramic patterns. These patterns, too, are independent of their back- 
ground In the convergence and dhrergence of colour, producing an anima- 
ted layered effect in the somewhat static Gaudian facade. 
Juijol^ contribution was much greater with Casa MIM, nicknamed '1^ 
Pedrera' (The Quan^. He was in charge there in 1910^ when Gaudf was in 
Mallorca for «vork on the cathedral in Palma. Jujol was also in charge of the 
ironwork, which was being made at the Badia forge after a design by 
Gaudi. That Included the huge iron gates In the entrance In Calle de Pro- 
vence, and the grilles for the b a seme n t windows which are no longer there; 
some of the grilles were designed by Jujol. After Gaudf had refused to 
continue supervising the project after a quarrel with the owners, Jujol 
designed a chimney and had to complete the rest of the work. But, like 
master like apprentice, Jujol also quarrelled with Mrs Mila i Camps, who 
found his work too colourful. However, Gaudi authorized him to finish off 
the mural and ceiling paintings, and the reliefs in the doors and ceilings - 
both in the hallways and in Mrs. Mila's apartment on the first floor. In 
Gaudi circles there is still some doubt as to the authorship of the balcony 
balustrading, but it is plain for anyone familiar with Jujol's work that he 
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was the creator. No-one but Jujol could get iron to bend in all possible 
directions so that the massive, rolling, granulated facade seems to evapo- 
rate spontaneously in places. 

After his work on Casa Mila, Jujol was able to make a start on Park GCiell, 
on which Gaudi had already been working since 1900. In order to provide 
an appropriate skin for the constructions in the park, they were finished 
with trencadis. discarded glass and fragments from the ceramics industry. 
Jujol began his work in the forest of pillars beneath the large square, the 
ana intended as a marketplace and from which pillars had consequently 
been removed in several places. Jujol put large ceramic rosettes on the spots 
where the pillars would have engaged with the shell ceiling, thus heighten- 
ing the absence of the pillars and the space that had been created In that 
way. He did not use the customary finish, but a very fine, colourful ^e of 
pottery, carefully combined with sauwrs and the the bottoms of mainly 
bluish perfunte bottles, tracked down for him by his assistant the young 
sculptor Matamala Flotats. A number of smaller rosettes in the ceiling sec- 
tions around the large rosettes constitute more lavish collages, made up of 
strange tentacles, whole and half cups, bottles, glasses, plates, egg cups 
and a china doll's head. With ^is technique of decontextuallzation Jujol 
was a forerunner of the Dadalsts and Surrealists. 
The climax of his work for GaudI was, undoubtedly, the bench which winds 
its endless way along the perimeter of the large square above the hypo- 
style hail. He decorated it with the help of Just two day labourers and a 
bricklayer, ¥vith cartloads of waste from the oeramlo industry, and all 
manner of glassware and pottery from refuse dumps. More too the colour 
figurations are basically independent of the shape of the bench. The signs 
and letters, which run freely over the mosaic, reinforce the layering. This 
ongoing non-parallelism is also Inverted where the patterns resume their 
association with the sculpture, for instance around the openings of the 
drainage channels: the interplay of movement between the mass and the 
colour helps to build up suspense in the bench's surface. The rear wall 
around the square, a semicircular retaining wall made of coarse rubble, is 
the absolute opposite of the bench, in terms of spatial definition. It sur- 
rounds the square, which was partially hewn out of the mountain, freeing 
itself as it approaches the sea, whereas the bench is open to the surround- 
ings, thanks to its spatial form and the sparkling material. And so the bench 
plays an important part in the progressive build-up of materials at the 
square which support the spatial dynamics. 

Gaudi gave Jujol the scope to develop, and vice versa. Jujol joined forces 
with Gaudi at a time when the latter was interested in acquiring a more 
profound understanding of the connection between architectural and 
structural aspects. In his study and use of many naturally-occurring ruled 
surfaces (such as the heiicoid. hyperboloid and hyperbolic paraboloid) 
instead of abstract shapes like spheres, cubes and planes. Gaud! was tiying 
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to achieve constructions which guaranteed a smooth progress of forces. If 
possible, he clad these 'natural' skeletons on either side with a skin which 
served as a protection and, if necessary, decoration. As a result, his work 
began to lose its historical stylistic features. It became more personal and 
unrestrained, acquiring additional expressiveness, not only due to GaudCs 
tremendous inventiveness in the structural context, but also thanks to 
Jujol's contribution as regards the skin. Gaudi's rationalism took an extra- 
ordinary turn, and, partly with Jujol's help, Gaudi's work surpassed the 
structural in that period. Of which Casa Batlld, Casa Mil^ and Park Guell are 
the living proof. 

These edifices, and the renovation of the chancel of Raima Cathedral (paint- 
ed choir stalls, murals, hanging lamp and tip-up altar steps) are evidence of 
Jujol's principal contribution to the work of Gaudi. He only worked on the 
Sagrada Familia indirectly, with his main contribution consisting of paint- 
ing the model and producing various signs with texts for the entrance and 
the exit. The completion of the bench at Park Guell in 1913 marked the 
end of his participation in Gaudi's work. Jujol became increasingly occup- 
ied in his independent architectural practice, whilst Gaudi devoted him- 
self solely to the Sagrada Familia, on which he had already spent 30 years. 

Commissions Jujol's clients were mainly small-scale industrialists, retail- 
ers, farmers and parish priests from Barcelona, Tarragona and the environs, 
areas where he felt comfortable on account of his origins, and whose tra- 
ditions and customs he knew well. His aunt's commission for the Torre de 
la Creu design was an exception to the rule that his jobs could never be 
entirely finished for lack of money. His renovations often lasted several 
years too. the speed being determined by the contents of the client's till, 
collection plate or wine barrel. And the type of commissions varied tre- 
mendously too - from the Jujolian variation on the Palladian villa in con- 
verting a farmhouse or country cottage into a fitting dwelling, and giving 




Street m sant Joan Despf. with the farmer or landowner the necessary turrets and status, to extremely 
tvw houses design*dt>yJuK>i austere conversions (which constituted most of his work). However, with- 
out ending up with a split personality, Jujol succeeded in earning a living 
as a creative architect and a skilled builder - and always a professional. 
That was a reason for his principals to recommend him to their friends, 
neighbours or relatives. Consequently, his buildings are concentrated in 
certain areas and villages, often very close together - for instance, in Els 
Pallaresos and Sant Joan Despi, where a number of magnificent works 
alternate with simple dwellings, the interiors of which feature appropria- 
te ventilation (one of his primary concerns) and the exteriors resemble a 
Mexican caf^ out of a Western. 

Jujol felt at home in Sant Joan Despi, a suburb of Barcelona, where the 
body of his work can be found. There he had many friends, including the 
lawyer Pere Negre, one of the few intellectuals among his clients and for 
whom he not only built a house in 1922, but also drew up the develop- 
ment plans for his land on Samontd hill. He was appointed as its town 
architect in 1926 and built his country cottage there in 1932 which he had 
already designed two years before he married. It was almost opposite the 
Torre de la Creu, where his wife-to-be used to spend her holidays. Sant 
Joan Despi is where he spent the difficult years of the Civil War, which he 
came through unscathed. He had many friends and even enjoyed the pro- 
tection of the revolutionary mayor, which enabled him to escape persecu- 
tion, despite the fact that he openly professed his Catholic faith and work- 
ed on a great many churches. 
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In 1928 Jujol had his one and only trip abroad - to Rome, Naples, Venice 
and Milan, where he did not stay for three weeks as originally planned, 
but for over two months. He travelled there with his younger cousin Teresa 
Gilbert Mosella, with whom he married when he was 48 - a year before the 
trip. They had three children, a son, Jose, the keeper of the Jujol archives 
and author of his biographies, and two daughters, one of whom, Tecia, is 
an artist and has restored much of his painting. 

Jujol did not hang around in the salons of the ruling classes, and they, in 
turn. In their pursuit of Catalan independence from Madrid though the 
culture and politics of 'normalidad'. did not flock to the young Jujol either. 
If they were acquainted with his work, they felt it was too unfamiliar. 
After all, it was so off beat, boisterous and was so upsetting for good tas- 
te and other fads that it could not possibly serve their conventions. In 
addition, it was too delicate and fragile to represent their values concer- 
ning status and power for all time. 

Jujol also lacked opportunism. His profound faith may have brought him 
closer to the gospel of his Maker, but not to His bishops with their com- 
missions. They went to Gaudi. Although Jujol professed to be a Catalan, he 
did not take an active part in Catalan politics. Unlike, for instance, the 
architects Dominech i Montaner and Puig i Cadafalch, both of whom were 
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Sketch fof roof extensions of very active in all kinds of nationalist movements, and were seen and trust- 
Tarragona cathedral oo an old .gjj 35 influential architects. In political terms Jujol was grey, but his counter- 
postcard 

claim was that he could get along with monarchists, republicans and anar- 
chists alike. 

Jujol considered the practice of architecture as a non-academic activity. 
He did not write on the subject - he actually made whatever he wanted to 
say. In 1909 he was appointed lecturer at the Escuela de Arquitectura in 
Barcelona, thanks particularly to Gaudi and Jose Bayo i Font, who was a lec- 
turer in building technology and the structural engineer of Casa Mild. 
They hoped in this way to inject fresh blood into the college. Initially Jujol 
lectured in 'Copia de detalles' and 'Flora y Fauna', followed in 1914 by 
'Modelado en Barro' (clay models). Jujol was highly thought of as a lec- 
turer, and amazed his students by working miracles with materials in a 
very direct way. He was not very verbose, but accompanied his few words 
with an abundance of sketches. In 1924 he also became a lecturer at the 
Escuela Tecnica de Oficios Artisticos, in modelling and lines plans. He was 
dismissed from these posts during the war, on account of his religious be- 
liefs, but was reappointed after the war. But his fervour had gone, as had 
the 'Fine Arts' from the college's repertoire. 

He received his only official commission thanks to his post at the school of 
architecture. Lecturers at that college were awarded the job of designing 
the exhibition buildings at Plaza de Espai^a. on the understanding that the 
designs would be in classical style. He demonstrated his familiarity with the 
classical vocabulary in both his Palacio del Vestido (1927) and his fountain 




in the square opposite, but was unable to manipulate it in his Jujolian 
manner. Moreover, his personal working method was a stumbling block as 
regards the representa-tive and bureaucratic aspects of the State, resul- 
ting in all kinds of friction. He tarried too long in Italy, and, not being a fast 
worker at the best of times, did not complete the design on time. 
Immediately after the project had been inaugurated, the city council's 
negligence resulted in the fountain being partly dismantled. His encounter 
with the institutional world of architecture was short-lived. 
There were also changes in the buildings which followed, which he was 
able to effectuate in his own way and his own idiom. His designs became 
more dignified and more quiescent, as in Casa Camprubi of 1928. Some- 
times he free-wheeled, using earlier experiments, and he then he let fly 
again - for instance the oriel at Casa Serra-Xaus, the painting of his own 
house, the lamp and other items in the chapel of Casa Negre. All date from 
the period between 1925 and 1934, and all the work is at Sant Joan Despi. 
However, the Jujolian baroque became rather rigid, and the Art Deco 
mode had to keep him going, as is apparent from some of the detail in the 
school belonging to the Carmelite convent in Tarragona, dating from 
1939/49. Yet he again displayed considerable ingenuity in the tip-up altar 
steps in the convent's chapel. 

After Gaudi died in 1926 Jujol was the last remaining architect to build in 
a vocabulary with 'Modernismo' affiliations. In fact it was no longer rated 
highly in influential circles, especially if Jujol was the maker. His commiss- 
ions from the thirties onwards, partly because of the economic crisis, were 
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trivial. Larger ones passed him by, or were stopped (like the renovation of 
the church in Roda de Bara), on account of the political situation which 
ultimately led to the Civil War. Jujol's health deteriorated, and he got into 
financial difficulties without his lecturing work and the architecture prac- 
tice. After the war there was some work again, and he continued to do it 
in his own uncompromising way. Most of it was restoring altars and chap- 
els, and renovating ruined village churches, the plans of which no longer 
existed. After ail, Jujoi was famous for his incredible visual memory. 

Renovations A decade or so before Jujol began his architecture studies 
the first steps were taken on the international scene to break open the 
dosed, traditional house form. It was a movement which began in England 
and OHight on quicldy elsewhere: Baillie-Scott with Bladcweil Houm beside 
Lake Windennere. Frank Uoyd VMright with the early Prairie houses near 
Chicago, Horta with hb own house In Brussels^ Gaudl with the Palau GQell 
In Barcelona - they preceded, as Prato-Modems with their new kind of 
houses, Loos with his Raumplan and Le Corfousier with his Plan Ubrt. 
Although JuJol must have known Palau GQell (1S91), with Its new spatial 
references and dynamic patterns of movement he was by no means infect- 
ed by it. He continued to use the tradKk>nal floor plan, in whkh a hall or 
corridor connects up the individual rooms and in whkh spaces only connect 
up through doors. From that point of view it Is easy to understand wh|b In 
his conversions, JuJol kept intact the architectwal structure, whkh largely 
determined the traditional plan. He opted for specific interventions within 
alreac^ defined areas • and within the equally defined budgetsi Vat he 
turned that to hb account because the tighter tiie budget seemed, the 
greater his ingenuity became. 

He succeeded with tight resources in treating the status quo in such a way 
that it was 'renewed' in appearance and In content As he <nd wHh the 
windows at Case Negre. They are ail, with the exception of the new attic 
floor, grafted on to existing window openings. Yet, in thehr new capacity, 
they tell something about the interior, since now they appear to be extrud- 
ed from the inside. And in this way they form new associations, not only 
among themselves but also with the wall plane, with its successive build-up 
of plaster and distemper, giving it an ambiguous stratification. By 'rejuve- 
nating' the elements of the facade, Jujol transformed it into a dynamic 
expression. 

But the old parts, which Jujol did not touch at all, also acquired new author- 
ity, since they were suddenly placed in a different context. Jujol left Casa 
Negre's old cornice line mtact, whereas an aesthete would have immedia- 
tely removed it on account of its disrupting effect. What was once the 
periphery became the centre line of the new garden facade. Jujol, unafraid 
of discontinuity, extended that line straight across the new facade, re- 
counting the house's creation and continued growth. The deviating exist- 
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Ing addition to the west end facade also acquired new significance: Jujol 
did not actually alter it, but placed it in relation to the other, entirely dif- 
ferent facades, so that they formed an entity of differences as they 
progressed around the house, as it were. 

Jujol built up the individual parts according to his own logic, in both the 
interior and the exterior, seeking to connect them up by means of collage 
techniques. His fragmentary approach enabled him not only to tie in with 
the architectural possibilities of this renovation, but also with its possibili- 
ties as a time-linked process. He was aware that his renovations would 
span several years, and so he ensured at each stage that the old and the 
new maintained their differences, whilst adapting themselves in such a 
way that the picture became progressively more complete and complex 
with each stage. At the same time clarity was required. And all of this 
without the impression being given that the ultimate objective had not 
yet been attained. Instead of the customary renovation method, aiming at 
a complete metamorphosis of the status quo in one go, and encapsulating 
all parts, including the old remains, in a homogeneous and unifying idiom, 
Jujol adopted his own specific, open-ended process. With a minimum of 
resources (and let us not forget that he also had to anticipate the aging of 
his buildings), he achieved a maximum effect. He was particularly success- 
ful in adding sparkle in this way to Casa Negre (1915/26) and Casa Bofarull 
(1914/31). 

When possible, he liked to organize building operations, as he did for the 
large, complex sanctuary of Montserrat in Montferri. There he took char- 
ge, whilst two bricklayers, aided by a group of volunteers from the tiny, 
isolated village, shouldered the construction work. There was hardly any 
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money for the church and the only available 
building materials were some Portland cement, 
water from a purpose-dug well, sand from the 
vineyards and some cinders from steam engines, 
brought in from a little station a short distance 
away. The materials were shaped in wooden 
moulds into various types of stone, the light, 
flat variety for the vaults, the heavy, thicker sort 
for the joists and pillars. Building work continu- 
ed until the last peseta had been spent, and 
then the wind took over the partly finished chap- 
el. At a later stage Jujol returned to the site, with 
a heavy heart, after which the memorable ruin 
was handed over to nature. 
Jujol was an Inimitable master at capitalizing on 
the surprises he encountered during building, as 
his inventive details and paintings demonstrate 
- not forgetting his use of worthless materials 
or items he happened upon, like the flat stones 
he used in the church of Vistabella. The stones in 
the parabolic arches above the washing area of Casa Bofarull make the 
impression of flying meteorites, and at the outside corner of the garage 
they are piled into a naturalistic heap, but with a tension which does not 
occur in nature. 



Embellishments There are few hints in Jujol's body of work which pre- 
sage the architecture of Casa Planells. The apartment building, the most 
cerebral of his works, is unexpected. And the concomitant preliminary 
designs do not tally in their expression with the ultimate product, with the 
exception of the basement in the second proposal. That plan, for a single- 
family dwelling on three levels, seemed only intended to form a highly 
ornamented pedestal for a huge statue of the Virgin on the roof. From the 
corner of Calle Sicilia and Diagonal, it imposes itself demonstratively on its 
surroundings. It is as if this proposal were a permanent fulfilment of Jujol's 
craving to apply ornamentation and, at the same time, to profess his faith. 
The design which was ultimately realized emerges as an independent and 
subtly detailed building, with no allegories, but a wealth of architectural 
differences, which interact with one another and which lend the building 
its urbanist significance. This can be seen in the two contrasting facades, 
which evolve from the more 'corporal' basement, and which, with their 
differing, colossal orders, react to and shape the diagonally adjacent urban 
spaces. And where the facades overlap, following their course around the 
corner of the building, the urbanist situation culminates in an entirely 
sculptural corner treatment, which varies from one level to the next. 
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The entire edifice looks as if it 



Sketches on an old invoice 



was built at the end of the nine- 



teen-thirtles, at an unfilled cor- 
ner between a couple of build- 
ings from the last century, but on 
closer inspection that is not so. 
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The neighbouring premises are fvi ' M 
actually the ones that date from 
the thirties, whilst Casa Planells 

has the honour of having been the first to be built, not only before those 
conservative buildings but also before the corner which required a solution. 
It was Jujol's intention to produce, with an asymmetric constellation, a 
mutual definition between the open and closed parts of Casa Planell's 
facades, thus departing from the vocabulary of Modernista architecture. 
One of the customary Modernista features was that it differentiated the 
wall openings with a surround of decorative frames, ornamented or ex- 
pressive structural elements, and arranged them as holes in the wall plane, 
thus achieving order, by way of symmetry. The elements which were ap- 
plied to achieve that expression consisted of arches and overhangs in fa- 
cing or other brickwork, forming as such the structure of the wall opening. 
The ornaments on the 'classicist' structural elements sought to refine their 
aspects of support and load, whilst the door and window frames rid them- 
selves of any structural symbol such as reminiscences of laurel wreaths or 
garlands, serving solely to glorify the window or door. 
Although Jujol left the use of 'classicist' elements to the generation of 
eclectics who preceded him (and the sharply incised stark window to the 
generation of moderns who succeeded him), he did experiment through- 
out his career with Modernista-like brick structures and mouldings around 
windows and doors. In his early work he mainly examined the relationship 
between the formal and structural aspects of the openings, which were 
enclosed in projections in the masonry. The resulting, structurally logical 
horizontal axis of symmetry often determined their complete or partial 
lozenge shape, with the windows, at least. The studies for the villa of 
Salvador Sansalvador (1909) (which was actually never built) and the con- 
comitant outbuildings and garden walls, which were executed, give a 
good idea of his very varied use of brick 'fiddlings'. 
In his later work it was even more exuberant and diverse, not only in form 
but in material too. In Casa BofaruM's outbuildings Jujol's masonry trim- 
mings are found in functional combinations of blocks of hewn stone to 
reinforce the reveals, and jagged f ieldstones which protrude sharply out of 
the facade as keystones and cornerstones. The striking thing is that there 
too the brickwork unfolds from the inside, past the outer reveal and 
across the plaster wall face, to the outside, widening in places to perform 
as a plinth and a corbel. Yet these structural rudiments take on new mean- 
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Des»gns for ceiling paintings ing, since they Seem to be meeting us like outspread wings. The effect of 
and monogram progress of material from the interior outwards, as well as the curtail 

steps placed outside the wall plane, was to transform the static surround of 
the traditional Modernista frame and enhance considerably the door's 
function as a connection between spaces. 

The street elevation of the Torre Sansalvador 'gate-house' shows that in his 
early work Jujol pursued a strong, dynamic expression in windows and 
doors. The movement, generated by brick window casings protruding out 
of the facade, is continued by means of the embellishments below and 
beside the windows in the wall face. Even though the movement is still 
rather stiff, it is intended to make the openings expand, as it were. It is 
typical of Jujol that he tried to achieve that with a combination of archi- 
tectural and painterly means. As he did later, but with more sophistica- 
tion, in his design for Torre de la Creu. There the window openings in the 
large cylinders swell outwards to the rounded window reveals. The double 
bands of blue, painted around the cylinders, three-quarters of the way up 
the windows, give the cylinders an inward-focused tension, thus reinfor- 
cing the counter-movement of the outward expanding windows. 
Jujol continued the window embellishments, started in Torre Sansalvador, 
in the Casa Bofarull conversion. Here he not only used them individually, 
but also in combinations of free and abstract patterns, frames and ana- 
grams, applied deep into the plaster, as well as on its surface. This 'eye 
makeup' accentuates the provocative look of the windows and doors. At 
Gaudi's Casa Mil^ and and at Torre de la Creu, where the plasterwork 
formed ridges and frames resembling eyebrows, Jujol had had previous 
experience with the free and active part played by plasterwork, but it had 
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not been on the same scale as in the rear facade as Casa Bof arull, where the 
west side took on the appearance of a tower thanks to the contours he 
shaped in the plaster. This imaginary tower passes on some of its character 
to the slice of plaster at the top corner on the east side, by means of a 
mirror effect around the central gallery. In that way the east side resembles 
a rudimentary tower. The illusory and the rudimentary towers together 
frame the imaginary wall of flimsy columns, which opens to the blue of 
the rear wall, above which a real tower appears to float. The plasterwork 
contributes actively to all manner of spatial illusions, and exceeds its struc- 
tural necessity in the rear elevation, as was the case in the garden facade 
at Casa Negre, of a somewhat later date. It exhibits a movement which has 
been achieved by the piaster and the colour, and lends great depth to the 
garden wail, which is symmetrical but slightly displaced. Apparently it was 
inspired by the 'tartana' - the traditional two-wheeled carriage which was 
intended to convey the occupants of the house to heavenly bliss, through 
meditation of the Virgin. So might the small stats beneath the carriage be 
horse saddles? And the bent columns between the seats and the carriage, 
the reins? The twisted joist in the floor a sagging leaf spring? 

Colour The palette of JujoCH architecture Is bright. His yellows and golds 
glow convincingly with light his ochres, ranging from sand to terracotta, 
radiate it in muted, yet variegated tones. They are found, individually and 
collecth/elyi more in his work than brilliant reds and greens. And with his 
extensive use of an intense shade of blue, we get the impression that his 
colours were inspired by the MedKetranean countryside, which strains 
beneath the replete Catalan skies. White, that 'non^otour*, generally serves 
as a continuous backcloth, on which the colours are applied. However, 
white also tends to exchange its background function for one of a sharply- 
defined, prominent plaiw - as If white had then become 'colour*. The 
Torre de la Creu' is a simple example of this kind of dual presence of colour. 
In the spaces between the two horizontal bamto of blue painted around 
the vertical white cylinders the meaning of white alters - there it suddert- 
ly becomes a clearty-defined white band, contrasting sharply, in its very 
compression, with the swell of the white background. 
Elsewhere In Jujol's work, blue takes over from white as the background. 
And under the influence of the blue, the other colours, yellows especially, 
achieve a more animated expression. At the same time, the architectural 
resources set these colours off, adding depth to the blue. In that way, the 
architectural background disintegrates, loses its confining quality, and 
implies an ongoing space The space of the blue stairwell at Casa Negre, 
with its windmill-like dynamism and 'floating windows', is an unequivocal 
demonstration of the fact that Jujol dealt with his material as a painter 
and as an architect. His architecture is not a filled in colouring book, nor is 
his colour an explanatory key to his architecture. Colour and architecture 
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form a structural complexity, in which moods and spatial suggestions are 
evoked. His designs for religious spaces turned into veritable orgies of 
colour, for the sake of ecstatic revelry - they could well have stemmed 
from the exuberantly painted flower-power rooms of the seventies. Yet, if 
we look at the body of Jujol's work, we see that, in the main, he used 
colour locally in his architecture. He determined the colour expression of 
the architectural objects from place to place, depending on the desired 
mood in an area or space. The contours of colour and object either coinci- 
ded entirely, partially or not at all, which also enabled Jujoi to support, 
confuse, exaggerate or even eliminate the expression of the various archi- 
tectonic functions if he so wished. There was no hierarchy between the 
different possibilities; he used them equally and concurrently in one and 
the same area, free from the compulsion of a system. 
On the whole, colour with Jujol had an independent use. In that way he 
evoked a stratification and tension in the skin of his architecture. The poly- 
chrome roofs of Torre de la Creu are one of the first independent results of 
this approach, which he developed early on, whilst working with Gaudf. In 
the work of his middle period, the authority of his architecture was based 
more on colour. And his use of colour was more exuberant not only im- 
plying new arrangements by running colours together (as in the garden 
fecade at Case Negre), but also by exaggerating existing arrangements, it 
may only be tiny detail, but an illustration c»f the latter is found at Case 
Boferull, in the facade at the courtyard where both a drainpipe and a win- 
dow grille would seem to be attached to the wall by blobs of paint Colour, 
however small the amount coukJ be surprisingly strong in countless re- 
spects in Jujol's work. In particular, as a catelyst for its spatial dynamism. 
This effect of colour, together with the sensory experience of the mate- 
rials which he applied directly, even though primarily on the 'outside', 
give Jujol's architecture a special tensile force. It is evident from his work 
that he did not wish to imitate materials. Colour was always colour, iron 
was Iron, and the treatment practical. And for that very reason the imagin- 
ary became real, and partly gold-painted iron could pose as rope or paper, 
fluttering in the wind. 

Surrealism? Jujol based much of his work on the images he tried to portray 
from early on in the design process. For instance, his first sketches for the 
roof extensions for Tarragona cathedral were made on old postcards of the 
cathedral. The garden wall at Casa Negre began as a drawing on a blue en- 
velope, after which he cut out the wall plane and replaced it with a sheet 
of white paper, which he stuck on the blue background. He took it to his 
client, the lawyer Pere Negre, in order to discuss the matter with him. One 
day after Jujol had been given the assignment, he showed Mr. Mallafr6, 
the donor of the land on which tliechurchofVistabella was to be built, a 
small plank, from which several wire arches protruded, 'lucre's the church,' 
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Decorative doodles on a price list 

announced Jujol, with conviction. When the client hesitantly asked where 
the spire was, Jujol said resolutely: 'Here!', pointing to a spot in the air, 
above the arches. 

Jujol's initial sketches were often full of drawings, with some parts shown 
in detail. The floor plans for the straightforward jobs, like the many small 
houses in Sant Joan Despi, are far less detailed; the design is only roughly 
sketched, enabling him to decide how to execute some details and decora- 
tions on the spot. However, the plans of more complex works are drawn very 
precisely in ink on linen, and even include details of the ironwork. Often 
these drawings, interspersed with colourful Jujolian letters and flourishes, 
are bound together to form beautiful little books. And still the drawings 
differ from the final product - Casa Bofarull's weather vane only took de- 
finite shape in the course of construction. Jujol got a child to climb on to 
the 22 metre high tower as a 'stand-in' for the angel which was to be the 
weather vane. Jujol wanted to assess the overall effect from the edge of the 
village - and it took the rest of the day for him to sooth mother and child! 
Yet Jujol thought out the structures of his buildings unrestrainedly yet 
rationally, preferring to decorate in the customary way with Modernista 
architecture - there the embellishments were usually direct expressions of 
the functional tasks of the structural parts, or transformations of elements 
which were well known from the history of architecture, and which in 
times gone by really were combined with functions. However, Jujol's objects 
invariably take their expressions from the visual power of the decorations 




themselves, without supporting the 
underlying structural functions, or 
even rendering them supportive. 



Take, for example, the capital at the 
first floor of Casa Planells: it serves 
more to 'vt/hip up' the upstairs 
neighbour's floor than to prop it 



t^^'i ' up. Effects like this, and the use of 



existing objects in unusual contexts, 
often make a surrealistic impression 
in Jujol's work. The Casa Negre 
staircase, for instance. The coloured 



Jujol's autoinatic writing 



decorations engender a context from which each part emerges, reborn. 



and actively helps to hint at an unknown space. The graceful design seems 
capable of sucking us up into the heavens - actually the attic - but when 
we descend, we are neatly returned to the earthly paradise (after all, the 
stairs end at the dining table). 

Quite apart from the fact that art historians locate the beginnings of the 
Surrealist movement in the nineteen-twenties, Jujol was not a Surrealist 
anyhow. The uninhibited way in which, in his naive sincerity, he turned 
familiar places and meanings inside-out, does sometimes give his work a 
surrealist flavour. As in the case of the carafes, plates and cups which he 
stuck on the roof of Casa Bofarull's watch tower. The remains of a copious 
meal acquire a new eloquence, with the recollection of the intimacy of a 
meal contrasting with the sweeping views over the fields. And the trian- 
gular opening in the wall enclosing the garden was also highly appropriate 
for the farmer. Its pointed casing contains a grille made up of farm imple- 
ments which had been found in the attic and are now exhibited in a new 
guise. The implements hang, motionless, against the light of the fields and 
the sky. They confront the everyday work in the fields with the heavenly 
peace of the garden, intensified by the deep blue lurking behind the slen- 
der columns in the gallery which mirrors the scenic space. 
The Tienda Maf^ach, a shop selling locks and safes, which was built in 1911, 
was one of Jujol's earliest and most independent works, in which he con- 
ducted a surrealist experiment with diverse strange objects and moods. 
Sadly the shop has been demolished, but Jujol set the robust, spare safes in 
an ephemeral context of a celestial ceiling of undulating colourful plaster, 
in which the light bulbs emerged like bunches of grapes. Each part of the 
shop - from the multi-faceted display window, the heart-shaped wooden 
chairs with iron legs, the counter with its pale blue striped silk cloths on 
which the security locks were displayed, the parchment walls rolled like 
the waves of the sea, even including the strong boxes - everything was 
treated by Jujol as if the important thing was the parts, not the whole, but 
at the same time this generated a fascinating dialogue between the sepa- 
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rate and motley ingredients. When several architecture students intima- 
ted during construction that he had flouted their sense of good taste, 
Jujol replied: Then you'll never be more than an average architect!' 



Did Jujol smoke cigars? Or did he only inhale them figuratively? Be it as K 
may, his waving, tentative squirls are more like wisps of exhaled smoke 
dispersed by the breeze than the vigorous, cracking whip of the Art Nou- 
veau. They begin somewhere in a corner and tentatively move through a 
space until they have almost filled the entire area. He automatically filled 
every scrap of paper, old bill, sheet of music or menu with curlicues, and 
traced his delirious embellishments in Vistabella church, stopping suddenly 
in order to reveal, through the resulting opening. th« background - «$ if 
thow bridu were the omeinenti. 

Ju|ol dreamed of becoming an industrial engineer. His fascination with tech- 
nology made its way, without the intervention of a style, in the mobility of 
afchltecture in such a way that it appeared to have come from a surrealist!i 
handkraft bench, rather than from a traditional craftsman. He came up 
with countless devices that could move, KteraNy. No only the wooden lift in 
Case IgleslaSi which fits so beautifully In its wrought iron cocoon, but all 
the shutters, windows, doors and stairs, which open and unfoM like magic 
boMs. His buildings are also full of other hamflcrafts - tables chain, candle- 
sticks, lamps and water jugs, unpolished, and produced without the help of 
a goldsmith or a cabinetmaker. Made of material vi^ich was lying around 
a fermyard the day before. The smell of scorched wood still hangs In the 
air, you can still hear the smithyH hammer. Jujolli oeuvre works as It was 
made: by the devotee for the devotee. 
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1906 Bathhouse 

In May igo6 Jujol concluded his architecture studies with a design for ther- 
mal baths. It was a large, ostentatious building, larger than he would ever 
build at any time in his career. Although he had started preparing for his 
exams in 1905, he fell ill and had to postpone his dissertation until March 
1906. 
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1906/07 Work on Casa Batlld facade 

Passeig de Grdcia 43, Barcelona 

After Jujol graduated, he went to work for Gaudi in igo6. Casa Batllo was 
the first building he was allowed to work on. He not only made the paint- 
ings in the private chapel, but also several pieces of furniture. He contribu- 
ted to decorative elements in the first-floor rooms, including the wooden 
doors. However, Jujol's main contribution was the ceramic surface of the 
facade. It was to become an undulating mosaic of shimmering colourful 
fragments, on which a generous scattering of round tiles in varying sizes 
produced the effect of scales on a skin. 

Detail of facade 
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1907/10 Work on Casa Miii facade 

Passeig de Gr^cia 92, Barcelona 

Gaudl's Casa Mil^ is practically opposite Casa Batllo, meaning that the 
tremendous difference between the two buildings can be perceived at a 
glance. Jujol designed the sinuous wrought iron balustrades in the facade 
of this edifice, which is popularly called 'La Pedrera' (The Quarry). Jujol 
completed, in accordance with the master's design, the chimneys on the 
roof of this housing complex, which contains three patios. The reliefs In 
the stucco at the first floor and the murals in the entrance halls are also 
Jujol's work. In addition, he made the ceiling and wall paintings in the rest 
Balustrade of the interior. 
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1908 Teatro del Patronato del Obrero 

Rambla de Saint Joan 46, Tarragona 



The Theatre was Jujol's first important assignment. Its mission was the cul- 
tural, moral and religious education of the workers. The Junta (Board) of 
the Patronato, which considered itself to be a modern organization, deci- 
ded that it needed a modern theatre and a modern Catholic architect. The 
architect was expected to extend the existing hall on the garden side. Gaudi 
was soon selected to be their architect, and he passed them on to Jujol, on 
account of his reputation for decorative religious work, and what might 
have been even more important, the fact that he was born in Tarragona. 
Another architect was also considered, but a small majority was in favour 
of Jujol. The opposing faction took every opportunity to cold-shoulder 
Jujol as an architect. 

Jujol conceived the theatre area as a religious allegory, designing it as a 
ship (i.e. church), with all its references to the sea, the waves and the Fisher- 
man. Jujol designed a completely new self-supporting iron construction 
for the tiers and the roof which remained visible and between which the 
ceiling hung down, like a draped sheet. Tarragona's civic architect, incited 
by the anti-Jujol Junta members, predicted catastrophe when he saw the 
free-standing iron columns in the glass front on the garden side of the 
building. The outcome was that Jujol had to pull out before the building 
was completed, although he had drawn up the plans to the last detail and 
the theatre could easily be finished off. Nevertheless another architect 
completed it in the end. And Jujol was passed over again when the Teatro 
required alterations to convert it into a cinema. That conversion concealed 
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or even removed much of Jujol's original work, and the building is still a tndofoneof u 
cinema, with the name 'Metropole'. Tier and ceiimg 
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igog Torre Sansalvador 

Paseo de Ntra. Sra. del Coll, Barcelona 



In igog the physician Salvador Sansalvador asked his good friend Jujol to 
build two houses for him on a recently acquired plot. One for himself and 
one to be let. The estate was on a hill behind Park Guell, and the sloping 
terrain is terraced in the same way as the park. To start with a vast wall was 
built around the site. Jujol commenced the first house on the lower part - 
Sansalvador's summer residence. Construction progressed slowly and money 
was in short supply. Work was stopped when a height of two metres had 
been reached, because, in igi5, a very deep mineral spring had been 
discovered during construction. The client was also the owner of a water 
bottling company, Aguas Radial, and he wanted to exploit the spring. Bot- 
tling rooms were built below ground; above ground there was a coach- 
house with a ramp leading to the spring. Carts could enter the site through 
a large gate in the wall. However, the house was never completed, only 
the bottling plant, which has now fallen into disrepair. The plans for the 
second house were only submitted in 191 7, but Sansalvador was no longer 
interested in it as his own residence. It was built (and was later to be given 
the name of Torre Queralt) with a view to letting, and set apart on a higher 
section of the plot. 
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0«ugn drawing 

Sketch of interior 

Wall and garden gate 

Detail of gate 

Stairi behind the entrance 



Entry 

Facade m its present state 
Early state in 1910 
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1910 Interior of Cathedral of Palma de Mallorca 

Placa de la Cathedral, Palma de Mallorca 



The restoration of Raima cathedral which was carried out by Gaudi, lasted 

from 1903 to 1914. Jujol is thought to have worked on it in 1910. He added 

his own, very personal touch to the murals in the chancel, the wall behind 

the choir stalls, the chandelier and the tip-up altar steps. The chandelier is 

a typical Jujolian creation, shaped like a large garland, composed of plants 

and wheat sheaves. The tip-up altar steps resemble fancy household steps, 

but are quite different upon closer inspection. The steps are an object in 

themselves, whether folded up or down; it is not easy to see what their 

normal position is supposed to be. When GaudI was in Mallorca Jujol was char>deii«r 

actually supervising operations at Casa Mila in Barcelona. Tip-up altar steps 
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igii/i3 Details of Park Giiell, Barcelona 



The bench 

Empty sites <of colunins be- 
neath the square 
Square, edge ar>d coIuidos 



Gaudf worked on this project from 1900 to 1914. Ar»d this is where we find 
Jujol's best known work from the days of his collaboration with Gaudi. In 
1911 he designed colourful ceramic 'wounds' at the voids left by the omis- 
sion of columns in the forest of pillars below the large square. He created 
circles in the ceiling around these rosettes, using all manner of objects - 
broken bottles, a china doll's head and pottery egg cups. For the bench 
running along the perimeter of the park, Jujol had piles of ceramic waste 
dumped in the square, from which he selected the material he intended to 
use to cover the bench. A mason and two day labourers helped Jujol trans- 
form 'el banco' into a mosaic of prosaic pottery, anagrams, hieroglyphics, 
mottoes and drawings, in 1913 the bench's ceramic 'coat' was finished. 
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igii Tienda MaAach 

Carrer de Ferran 57, Barcelona 



Gaudi put the industrialist and retailer of security devices, Pere Mar^ach, in 
touch with Jujol. Maftach was very taken with Jujol's work on the first 
floor of Casa Mild and asked him to remodel the shop he had just bought. 
Jujol made four versions of the facade, keeping the wooden 'frame' the 
same in each. The shop front was an asymmetrical collage of polygons, 
with a hexagonal, bulging display window as the eye-catcher. The name of 
the house was painted in the frieze - a lumpy mass of plaster. The shop 
was lit by a dozen embedded, chalice-like lamps. In the interior, the invio- 
lability of the shop's wares - keys, safes and strongboxes - was decontex- 
tualized, by placing the goods in a hallucinating setting. Jujol himself said 
that the interior of the shop was intended to recall the crackle of fire- 
works. The Manach shop is one of the most independent and most impres- 
sive designs Jujol ever made. 
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Lamps in th* interior 

Detail of the shop door 

Elevation 

Initial sketch 



Interior of the shop 
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igi3 Torre de la Creu 

Calle Canalies 14, Sant Joan Despi 



In 1913 Jujol received the ideal commission. His aunt and mother-in-law to 
be, Doi^a Josefa Romeu i Grau, the widow of Gilbert, had purchased a piece 
of land, and kept her promise to allow Jujol to design a holiday residence 
on it - just as he wanted. The edifice was to accommodate herself and her 
son, a good friend of Jujol's. The mass is divided into two almost identical 
houses, one the mirror image of the other. Although work was interrupted 
by the start of the first world war, the house was completed in the summer 
of 1916. The village was so proud of the Torre dels Ous (a nickname in 
Catalan meaning the 'house of eggs') that postcards were printed of the 
house. It was designed as a semi-detached dwelling, consisting of three 
wide, interlocking cylinders. The domed roofs are clad in mosaic, and at the 
intersections there are two taller, narrow cylinders containing staircases 
and belvederes. Two more cylinders join the edifice at the second floor, 
housing the spiral staircases to the miradors. In a renovation in 1966 the 
two houses were combined into one, prior to which the architect LIuis Bonet 
i Gari (1893) and Jujol's son tracked down the original plans, which in fact 
differed considerably from the finished house. The magnificent hall and 
staircase, which are widely depicted in books on Jujol. are not originals. 



Old photograph taken from 
railway erribankment 
hometric drawing 
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Reconstruction side elevation right page 

Reconstruction section Old postcard 

Reconstruction rear elevation 
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leh Connection between two 
staircases 

Detail of left staircase 



right Spiral staircase m one of 

thke turrets 

End of right staircase 



laterial 



igi3 Constant! presbytery 



This renovation not only exhibits Jujoi's skills in wrought-iron work, but 
also his mastery in the seats and wooden panels. Unlike most of his com- 
missions, finances for this renovation were in sufficient supply. This time, 
however, it was the premature death of his principal which prevented him 
from completing the job. 
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igi3 Casa Iglesias 

Carrer de Mallorca 284, Barcelona 



The lift shaft and car designed by Jujol were situated in an existing spa- 
cious entrance hall. The prime attraction is the fantastic ironwork, with its 
variegated curves. The lift rises up out of its wrought iron cocoon in the hall, 
from a corner of the light shaft. The concomitant construction is minimal. 
The car has open-work in the diagonal to afford a better view of the hall 
as it rises and descends. 



Uft shaft and car 
Shaft without car 
Car travelling upwards 
Design sketches for the lift car 




igi4 Casa Ximenis 

Paseo de Saavedra 1 7. Tarragona 

Jujol designed a new facade for an existing house, shifting the entrance 
and extending the lower part of the steps. At the two short sides he instal- 
led seats in the iron balustrades of the balconies. The arrangement is such 

Plan grocind floor 

that the seats face the balcony door. Apart from the ironwork, the facade j^ctiofl 

is also ornamented with Jujol's version of traditional Catalan graphics. Detari of facade with seats 




68 



laterial 



1914/31 Casa Bofarull 

Els Pallaresos, Tarragona 

One winter's day in 1913 Jujol visited his parents in Secuita. There he met 
the sisters Dolores and Pepita Bofarull, who were 'suffering from wood- 
worm' at their substantial farmhouse. In 1913 Jujol was commissioned to 
restore the affected roof, and that work resulted in 1914 in the renovation 
of the entire house, and later the construction of many outbuildings. Jujol 
gave the existing building a new rear elevation. On the ground floor the 
narrow entrance was widened with a large brick archway with a span of 
ten metres. In the attic and in the corner tower on the side of the large gal- 
lery, Jujol designed rain water cisterns, which supplied the house with run- 
ning water. The cistern below ground was solely for the supply of cool 
drinking water. In this way minimum use was made of pumps. The village 
of Els Pallaresos is on a low hill, and Casa Bofarull is situated on the edge 
of the village, which means that from the blue gallery there is a wide view 
over the expanse of fields. The farmhouse itself actually blocks this view 
and so the effect of the dynamics is heightened when you step into the 
gallery from the house. In 1917, when there was a good harvest, a store- 
house, granary and washhouse were added on the right of the driveway 
leading to the farmhouse, and staff accommodation to the left of the drive- 
way. A garage was added on the corner in 1927, with dormitories for the 
grape-pickers above. 

Jujol built an iron balcony at the white stuccoed corner of the gallery, in 
which he put two seats, as he had at Casa Ximenes. The chamfered windovt^ 
were a feature he later used at Torre Queralt. The drainpipe is 'attached' to 
the wall by sgrafitti. The garden side of the house also benefited from the 
bumper harvest. There Jujol designed a small pond, with its iron water- 
spout perched like a bird on the edge. He made a triangular opening in the 
wall surrounding the garden, in the axis with the pond. The grille is made 
of old, rusty farm implements, which Jujol had found in the attic. The 
work was never completed, but was concluded In 1931 . 

Perspective drawing right page 




General view from tl>e garden side 

Elevation 

Front facade 
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willed garden with arch 
Courtyard seen <rcKn the house 
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Votd in the corner tower 
EntrarKe hall 

fig^f page 

ladder in the tower leading to 
the roof 



-1915/26 C«s« N«9r« 
Torrente del Negre, Sant Joan Despi 



Whilst Torre de la Creu was being built, Jujol met the lawyer Don Pere Negre. 
The encounter was to grow into a close friendship, and Negre proved to be 
one of the few intellectuals who could appreciate Jujol's work. He com- 
missioned Jujol to renovate his house Jujol drew his design on the back of 
a blue envelope, cutting along the contours of the facade, and sticking 
the design on a piece of white cardboard. The most striking elements are 
the facade with its three oriels and the asymmetrically undulating cornice 
line, the seven-metre staircase on the first floor and the private chapel 
with its oval dome at the rear. There is little cohesion in the location of the 
various windows, doors and oriels In Casa Negre's facade. The rolling white 
stucco around these openings is the unifying factor in the facade. Today 
the dilapidated facade abuts on an empty square, though originally it was 
beside a lush garden. The original plan contained a tower, as did almost 
every design by Jujol. Renovation work was carried out in stages, starting 
in 191 5. One section was completed at • time^ before the next stage was 
commenced. The central oriel (the tribune') in the faade greatly resembles 
a carriage, supported by birds' legs. The supporting construction has typi- 
cally Jujolian details. At the point where the channel beam of the orielli 
floor coratructlon locks into the columra It twists, as if It were made of 
wrought iron. The stone feet of the slender pillars were originally triangular 
seats. Additional structural tours de force' are found In the ceiling above 
the staircase. The ceiling comprises eight radial beams, each resting cm 
one side rest on a bracket In the wall, and on the other side supporting orte 
another, as in the well-known 'knife trkk'. At the centre they form an 
octagon. In which a gold angel H suspended - the eye of the hurricane 
which sweeps over the ceiling. The construction of the tapered sash win- 
dows in the 'carriage' whkh thrusts fonward from the facade on the first 
fkwr, also deserves mention - a gem of unconventional and contrary 
ingenuity. 



Copyrighted material 
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facade 

rniddle nght Rear elevation 



right Sketch of original facade 
left page Present facade 
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Exploded view 
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View from the garden 
Rear facade m early state 
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left page Front door with 'tribuna' oriel 

Old photograph of facade 
Pergola m forecourt 
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Construction details of th« 
tapefed sash windows 
Sash window in the oriel 
Drawing of the tapered sash 
windows 
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Hall with main staircase which 
emerges on the blue landing 
Staircase in its ofiginal state 




Chapel door 

Corner of th« chapel on the 
first ftoor 

Attic with stairwell and chapel 

dome 

Small basin 

left page 
Private chapel 
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1915 Casa Vicente Deu i Giu 

Jacquint Verdaguer 40, Sant Joan Despi 



In November 1915 a very basic plan was submitted for permission to build 
on the corner of Calle de Sant Gabriel and Calle de Les Torres. In 1916 a 
second, much larger version was submitted, for a slightly different loca- 
tion - the corner of Calle Verdaguer and Sant Gabriel. Later, it was agreed 
with the clients to move the location yet again, to Calle Verdaguer 40. 
Little is known about the plan. Something was probably built, as the muni- 
cipal authorities received a request to demolish the house in 1972. Perhaps 
the house at Coro de Flora was the one which was actually built in the end. 




Perspective of second devgn 
Facade of second design 
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igi6 Tallares MaAach 

Riera de Saint Miquel 39, Barcelona 



The retailer of security equipment, Mar^ach, who had already had a shop 
designed for him by Jujol. asked him to build a factory for strong boxes in 
1916. Jujol applied the 'sawtooth' principle for the roofs. During construct- 
ion, which is generally the critical time, the roof apparently caved in, and 
Jujol had to adjust the structure on the spot. He put tie rods between the 
steel principal beams with the arched brick vaults. And in order to coun- 
teract the lateral thrust of the roof, the two end walls closing off the 
construction lengthwise, were given spectacular counterweights above 
the columns. When construction was underway, he was also decided to 
build offices on the narrow strip which had been intended as a courtyard. 
That roof is constructed in the same way as the main roof, but with small- 
er counterweights. The neighbouring buildings meant that a continuous 
shed could not be built, and consequently light enters through special sky- 
lights, which are arranged like divers' helmets on the roof. Nowadays the 
factory building is used as an indoor playground for a school which is loca- 
ted on the premises. 
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View acroM foof . with skylights 
and counterweights 



Counterweights 
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Structure on roof 
Detail of parapet 
Skylights from the inside 
Door handle 
Boitondoor 
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Stairs 

Workshop 

Skylights, with the counter- 
weights on the left 
Workshop under the sawtooth 
roofs 





1917 Creixell church spir* 



The spire of Creixell church is made up of metal arches which are affixed to 
each other on the ground. Small brick vaults have been built in between, 
with a round opening in each vault. The arches have large rocks along the 
outer edges. The spire is finished in smooth stucco these days. Jujol's draw- ^i,g„ elevation 

ings show the original site plan. Photograph of present situation 
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igi7 Torre Queralt 

Calle Pineda, Barcelona 

Torre Queralt is the second house on doctor Salvador Sansalvador's land. 
From 1909 onwards work was carried out on what was to become a water 
plant. The site is traversed by a public road. This second house was built to 
be let, a simple dwelling without many ornaments or spatial effects; it is 
fully detached and located higher up on the site, so that the tenant could 
not flaunt it too much. 




Garden wall 

Hou!>« and garden wall 
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Entrance with stairs to the roof 
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igi8/23 Church in the centre of Vistabella 

Vistabella, Tarragona 

In 1917 Mr. Mallafr^ saw to it that Jujol was commissioned to design a 
church for the village of Vistabella, with its 128 souls. Building began in 
igi8. And in 1924 Jujol was asked to design the adjacent rectory, of which 
only part was completed. The church is entirely of brick and flat rocks 
which are used to edge the roof, for the banisters and steps. The stones 
came from the surrounding countryside, and were found by farmers when 
they were planting their vineyards. The farmers would use them for sheds 
and walls. Jujol based his design on a square floor plan, the unusual detail 
being the upset symmetry of the entrance. The tall roof is formed by two 
intersecting arches. The vaults between the arches are made of hollow 
bricks, in order to prevent damage to the ceiling paintings from damp. 
There is an open belfry on top of the roof which can be reached by a stair- 
case, which meanders over the roof. The windows in the walls are made 
from thin slabs of alabaster, similar to those used by Adolf Loos in the 
Kdrtner bar. The parabolic roof, the alabaster windows and the paintings 
in the interior give the church a cheerful, relaxed atmosphere, which was 
to be aimed at in the cosmic temples of the sixties. 




Rear facade 



Sections 
Elevations 
FkxK pUns 
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igi8 Casa Bruguera 

Barcelona 



When the roof of this house, which is in a narrow alley in Barcelona, had to 
be renewed, Jujol decided to add another storey for good measure. The 
entrance was moved to the middle and the hall enlarged, to improve the 
lighting. Sgrafitti was applied to the facade in a way which was unique to 
Jujol. 
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Entrance 

Hall with mam staircase 
Proposed roof structure 
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igi9 Camerin del Carmen 

Tarragona 



In December 191 7 a competition was held for the completion of the altar 
chapel in the church of 'La Virgen del Carmen'. There was a proviso: the 
existing parts of the chapel had to be included in the design, and the new 
part had to be built in the existing style. A month later the jury, which 
included Jujol's former teacher and employer. Font i Gum^i, had two entries 
to choose from. Jujol's design was chosen in preference to that of Cesar 
Martinell, who also worked with Gaudi. In 1936 the interior and the in- 
door staircase leading to the tower were destroyed. The stairs on the out- 
side of the domed roof were torn down in 1968. 
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Sketch« 



Section of steeple 
Ptiotograph of present statt 
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1920/42 Casa Andreu 
Els Pallaresos, Tarragona 

For the renovation of Casa Andreu, near Casa Bofarull, Jujol presented the 
owner, Senora Fortuny-Sole, with a complete design, including a Jujol tower. 
He carried out the operations in several steps, which meant that the reno- 
vation took over twenty years. The first step was to complete the cellar for 
the wine-making plant, which included designing the wine press himself. 
In the end, the dining room and the hall plus staircase were the items most 
visibly remodelled by Jujol. The front door, with its worked copper facing, 
is the climax of the intervention. In 1943 Jujol divided the house in two, for 
the widow Fortuny's two sons. 




Hall with staircM« 
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1922 Building on corner of Enamorados 

Calle Enamorados/Cdlle Independencia, Barcelona 

Jujol only realized a few designs in the centre of Barcelona. Some were 
revolutionary, like Casa Planells; others, like this corner treatment of a two- 
storey block, with apartments above and shops and garages below, were 
more or less routine jobs. And this design is far from exciting, architectu- 
rally. If finances sufficed, he did sometimes go to town, within the bounds 
of the project, but when funds were scarce, Jujol was more modest in his 
approach. But, generally speaking, he always tried to adapt to the sur- 
roundings. 




Facade 
Cofner 
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ig22/49 Development project for El Samontii 

Sant Joan Despi 



When Jujol was building Casa Negre, Pere Negre and Canalias asked him to 
come up with a design for a division of their lands behind the railway 
lines. The project was started officially in 1922, but proved to be hard 
going. Although it was wound up in 1926, it was in fact postponed inde- 
finitely. Jujol was appointed municipal architect of Sant Joan Despi that 
same year. In that period he designed and realized a great many small 
dwellings for the local population. The urban plan was brought out again 
after the Spanish Civil War, and Jujol started on a revision, which he sub- 
mitted to the authorities in 1949. The area was so isolated, on account of 
the railway line, that he decided to give El Samonta - as the new district 
was to be called - its own centre, with a circular plaza, from which the 
streets would radiate in all directions. In order to improve connections with 
Sant Joan Despi, he extended three existing streets, including Torrente del 
Negre. They were intended to run below the railway. A fourth connection 
was to be made, by means of a bridge over the railway. It is not clear why, 
but the plan was never implemented, and everything was stored away in 
Sant Joan Despi's archives. Although it was based on separate plots, which 
were to be put up for sale, Jujol had designed several rows of terraced 
housing with a star-shaped floor plan for good light penetration. The entire 
housing district was arranged like a garden town, and Jujol had also thought 
out the topographical data and urban design details, including fountains 
and benches. The 1926 plan included a little church in the plaza. But the 
1949 plan required a much larger church, the vertical cylinders of which 
were reminiscent of Torre de la Creu, topped by domes ^ la Vistabella. 




I. 
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1921/31 'Bill-paying' projects for Sant Joan Despi 

From 1921 to 1931 Jujol produced a great many minor designs for the local 
population. He was a reliable architect and was good at solving problems, 
and so numerous villagers got him to build a house or cottage for them. 
There were a great many floor plans on which the lettering was more 
worth while than the actual plan! He submitted over twenty plans for new 
buildings or conversions in Sant Joan Despi. Much of the work was never 
carried out, or else has been demolished. The majority of the houses were 
on plots of 5.05 metres wide and 1 5 metres deep. One of the most unusual 
is Casa Dof^ate, dating from 1924, in which he designed a small urban 
block comprising four dwellings, two next to each other, plus one above 
another, with the main entrance in the middle. The width of the plot was 
10.10 metres, the depth 15 metres. 




Casa Tutmo (192 s), Ferrocaril 12 
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fop left Caia Ginestd (1925), Calle Verdaguer 41 
fop right Casa Pey Vives (1925). Passeig Car>nali«s 7 
Aorrom left Casa Jaume Vn/es (1927). Calle Bon Viat^e 
Renovation Casa Jos^ Pey (1927). Calle de Riba 





Renovation Casa Vtcente Roca (1927), CamI del Mig 6 
Renovation Casa Francese toaquin (1927), Calle de Alfonso 
Casa Modest Tipias (1927), Monijuic 48 
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1923 Casa Planells 

Diagonal 332/Calle Sicilia. Barcelona 



Jujol developed this block of flats together with his friend, the contractor 
Planells, and in fact they built dozens of 'casas de pisos' together in Bar- 
celona. The design which was ultimately realized was Jujol's third plan for 
the site. Prior to that he had designed a house with a front garden there 
for a doctor. When the doctor pulled out, half the land was sold and a 
single family dwelling was designed for Planells himself. The third propo- 
sal came about because of Planells' deteriorating financial situation. It 
comprised a large maisonette for Planells, with three smaller maisonettes 
above and a studio in the attic. Building was started in 1923. The building 
has a sober concrete frame, filled in with plastered brickwork. The climate 
control was remarkable for its day. There are ventilation grilles in the re- 
taining wall which can be opened whilst the roller shutters are down. The 
second level of the maisonette is so low that someone from the North of 
Europe would be likely to bump his head on the ceiling. The breastwork of 
the stair landings is only knee-high, to be in proper proportion with the 
height of the ceiling. After completion of the third story, the project was 
disposed of due to lack of funds. The fourth floor and penthouse were 
eventually built, but without any intervention from Jujol. Consequently 
they are entirely different from the original work, but that does not really 
matter. 
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rop left Design for facade 
left Interior of the Mttir>(|-room 

rop right Facade at Diagonal 
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top left Facade at Calle Sicilia (later extension) 
tnttom left Section 

right, from top to bottom Plan of fourtfi floor 
Plan of tfiird floor witfi mezzanirw 
Plan of second floor with mezranirve 
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ig25 Jujoi's own house 

Paseo de Canalias i , Sant Joan Despi 



Across the road from Torre de la Creu, where his wife-to-be often spent her 
holidays, Jujol designed a small home for himself two years before he got 
married. In the end, it was never realized. The garden was situated at a 
lower level and meant that the bay window at the living level stood out 
from the level of the terrain. The slope of the land meant that the cellar 
only had to be dug out at the street side. The huge space which opened 
onto the garden, by way of the bay window and the doors, and dropped 
down at the front door, was possibly intended as an office or sitting-room. 
The floor plan was wedge-shaped because the street crossed a canal here. 
It is remarkable that Jujol planned a blank wall towards the canal and that 
the bedrooms were ventilated by way of a light court on the north side. He 
opted for coolness, rather than sunlight and a view. Today there is a garage 

on the site. Fkxx plam and site plan 




ig26 Casa Rovira 
Calle Verdaguer 27, Sant Joan Despl 



With this existing house with its walled front garden, Jujol designed and 
carried out the decorations on the facade. Later a storage shed was added. 
The stylized, natural motifs were mixed haphazardly with abstract hiero- 
glyphs. They are either incised into the surface of the plaster, or else left 
open - a technique with which he had experimented from the very start. 



Detail of facade 
Facade 
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ig26 Restoration of Roman amphitheatre 

Tarragona 

Excavations near Tarragona had revealed the rennains of a Roman amphi- 
theatre. The mayor asked Jujol to malte a plan for its restoration. In 1926 a 
watercolour and a model of the design were displayed to the public at an 
exhibition in Paseo Santa Clara, above the ruins in Tarragona. 
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Detail 

Mcxiel and site plan 
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1926 Church of Montserrat 

Montferri, Tarragona 

The uncompleted 'sanctuary of Montserrat' lies, like a stranded ship look- 
ing out over the vineyards on the edge of a small plateau just outside the 
village of Montferri. The first thing Jujol did at the site vt/as to have a large 
well built, in which mortar and cement could be made. Stones were most- 
ly used from the fields in the immediate surroundings. The domes were fil- 
led with light, prefabricated 10x15x30 cm blocks. The sides of the plateau 
were protected from crumbling by retaining walls and arcades, and were 
also styled as a decor for the chapel. The dome was said to be an improve- 
ment on the Camerin del Carmen and the vaults an enlarged version of 
Vistabella. In 1930 building was abandoned for lack of funds. The arches 
which had already been built have meanwhile collapsed. After the out- 
break of the civil war, no more work was done on the church, although 
Remains of construction recent attempts have been made to begin rebuilding it. 




133 




134 




<35 



Church without roof 
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ig27 Casa Serra-Xaus 

Calle Verdaguer 2g/Cdlle Llobregat. Sant Joan Despi 



On 18 June 1921 a request was submitted to the Sant Joan Despi municipal 
authorities for building permission for the house of Pere Xaus, a local con- 
tractor. Only part of it was actually built. In 1927 Jujol made a plan to 
remodel the existing house to what it currently is. Perusal of the archives 
revealed that the original design was also by Jujol, whereas it had always 
been assumed that he was only responsible for the conversion. This sheds 
quite a different light on the plan - the seemingly ad-hoc solutions were 
actually planned! 




Design drawing 
Floor plans 
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1927 Palacio del Vestido 

Universal Exhibition site at Plaza de Espana, Barcelona 

In 1926 preparations were started for the universal exhibition in Barcelona. 
The pavilions were designed by lecturers at the Escuela de Arquitectura. 
Initially Jujol was comnnissioned to design the Palacio de Pedagogia, Higiene 
e Instuticiones Sociales, together with Andreu Calzada. During construction 
the assignment was altered, to a design for the Palacio del Trabajo (work) 
and ultimately for the Palacio del Vestido (clothing). In this design, which 
Jujol completed within forty days, he did not have much freedom. The ex- 
terior facing the square had to correspond with the neighbouring Classicist 
'palace'. And he had to do without the true Jujolian details, as there was 
insufficient money. 




Detail of facade 
End elevation 
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The project under conjtruction 
Floor plan 
Design drawing 
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ig27 Fountain 
Plaza de Espana, Barcelona 



After he had won the competitior) for a commemorative fountain, Jujol 
began elaborating this design whilst the 'palacio' for the universal exhibi- 
tion was still being built. The triangular fountain, decorated with statues, 
was supposed to be finished before the exhibition opened. He only had 
four months to complete it, partly because he had been ill. But Jujol was 
greatly averse to working in a hurry and the project was not finished on 

Vie^ of the vquare with the 

time. During the civil war, many of the ornaments were removed, and the fountain 

fountain is now a poor rendering of what it should have been. The fountain under construction 



ig28 Casa Camprubi 

Carretera de Sant Joan Despf, Cornell^ de Llobregat 

Senor Cebria, who was extremely enthusiastic about Jujol's houses, and 
Torre de la Creu In particular, also had his own house designed by the 
architect. The house is in the water-meadows of a small local river, and is in 
fact a rectangular version of Torre de la Creu. There was a real danger of 
flooding, and because of the possibility of rising damp, Jujol placed the 
entire building on columns and piers. Later the spaces between the columns 
were filled in, and farm implements could be stored there. The house has 
an attractive, roomy hall, created by the division of the floor plan into 
three. The approach is at right angles to the main structure of the house, 
which produces a surprising effect in the ground floor plan. The house, 
which is also known as Casa Cebria or Casa del Rose, clearly demonstrates 
a more majestic and controlled development in Jujol's work as the years 
Original state went by. 
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Mam facade 
Elevation 
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Elevation 
Plan of first floor 
Plan of grouFKf floor 
Plan of basement 



1932 Cal Passani 
France&c Macia 46, Sant Joan Despi 



This white-rendered detached house is nnade up of five towers, and resem- 
bles Torre de la Creu in detailing and form, but then a straight version. It is 
sober in design. No material is visible except of the roof and in the reveal 
of the large window at the third level. 
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1932 Jujol's own house 

Calle Verdaguer 31/Calle Llobregat, Sant Joan Despl 



When several new streets were being built in Sant Joan Despl a narrow 
Strip of g by 28 metres was cut off Pere Negre's land. Jujol designed two 
identical houses on it. They had an L-shaped floor plan, the short sides of 
which are mirror images of each other. The house is at a crossroads, and 
was intended as a weekend cottage for Jujol himself. It is one of the few 
buildings which Jujol designed from scratch, and actually completed. The 
front doors are situated at the 'junction' of the two wings, which also 
enclose a patio. The shared end facade of the two houses has two win- 
dows, of which a side has been chamfered for the lower part of the reveal, 
to afford a better view of the street when one is seated. 



Photograph of original model 
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left page Stairs looking down 

Stairs landing 

Co<ner window in upstairs room 

material 



"■QBS'SQ IM's Carreras 

Roda de Bard. Tarragona 

The design is for one of the last major renovations which Jujol carried out 
just before the civil war. He used old kerb stones for the gateway and gar- 
den bench. 




Garden bench made from old 
kerb stones 

Drawing of the gateway 
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1939/49 Carmelite Convent 

Calle Augusto 7, Tarragona 



With this conversion of the Carmelite Convent and boarding school Jujol 
had been asked to create large openings in the ceilings of the girls' dormi- 
tories, to enable the nuns to observe the pupils. The openings are so re- 
markable that we do not know whether they are evidence of Jujol's simpli- 
city or genius. In his inimitable way he used asymmetrical tiling where 
existing doors were located to suggest that the doors were new, and not 
just old ones which had been repainted. In the sixties the building acquired 
a different use, and was partially demolished, and in 1974 is was pulled 
down completely. One of its real gems are the fold-away steps in the cha- 
pel. They work as follows: first the banisters are tipped up (I), then the 
stairs are pushed upright (II) and turned against the wall (III). 
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left page 
Staircase 

Wooden door trim 

Sketch of a basin in the gallery 

Classroom 

iujotian tiling 
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Drawing of stairs (I. II. Ill) 
Sectiorvs of the stairs 

1 Banisters 

2 Slide rod 

3 Hinged hand rail 

4 Strut for banisters 

5 Slide stud 

6 Dowel for step 

7 Hinge 

8 Gate guide 

9 Welded support 

10 Platform 



iCo 




laterial 



1943^49 Torre Codina 

Barrio del Canyet, Badalona 

Jujol made a plan to renovate an old, sixteenth century house for Josep 
Negre, Pere Negre's son. It was primarily a matter of renovating the hall, in 
which a new staircase was placed, with a balustrade of wooden shields 
and swords, intended to give it a historical character. The project was com- 
pleted with Jujolian paintings on the walls and ceilings. Haii with staircase 
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Stain 

Detail of the staircase 
Sketch for the tunisters 
Exterior 
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Furnitur* 



Jujol was fascinated by how things worked. Unlike Gaudf, who was pri- 
marily conversant with static technology. Jujol was interested in dynamic 
technology, not only figuratively, but especially literally. Considering all 
the devices and implements he designed and built, it is amazing that he 
ever became an architect and not an engineer. His fold-up steps for the al- 
tar in the Carmelite Convent in Tarragona are a fine illustration of his 
incredible constructional talents. The slanting sash windows at Casa Negre 
do not slide in spite of that construction, but thanks to it. And especially 
such moving constructions - the box shutters and other folding and mov- 
ing elements - are what make Jujol's work so unexpected. He possessed a 
vast supply of naive inventiveness and applied it unashamedly. 
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Pedestals 
Furniture designs 
Sketches for a table 

right page 
Stool with back 
Chair 

Small table 
Desk 
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Biography 

1879 -iosep M. Jujol born on 16 September in Tarragona 
1888 Family moves to Gracia near Barcelona 

1896 Commences studies at the Escuela de Arquitectura m Barcelona 
1903 Starts work for Josep Maria Font i Gum^ in Barcelona 

1906 Graduates on 18 May, with a design for a thermal bathhouse. Starts 
worl< for Gaudi, until 1927. Works on Casa Batllo facade 

1907 Work on Casa Mils facade 

1908 Teatro del Patronato del Obrero in Tarragona 

1909 Appointed lecturer at the Esquela de Arquitectura in Barcelona. 
Torre Sansalvador in Barcelona 

1910 Interior of the Cathedral of Palma de Mallorca 

1911 Details of Park Guell in Barcelona. Mai^ach store in Barcelona 

1912 Study for extension of Cathedral of Tarragona 

1913 Torre de la Creu in Sant Joan Despi. Minor alterations at Constant! 
presbytery. Lift for Casa Igiesias in Barcelona 

1914 Renovation Casa Ximenis in Tarragona. Renovation Casa Bofarull in 
Eis Pallaresos 

1915 Renovation Casa Negre in Sant Joan Oespi. Bottling plant Aguas 
Radial In Barcelona 

1916 Casa Vicente Deu i Glu in Sant Joan Oespl. MaAach factory in 
Barcelona 

191 7 Oreixell church spire. Torre Queralt in Barcelona 

1918 Church In the centre of Vlstabella. Casa Bruguera in Barcelona 

1919 Carmen Chapel in Tarragona 

1920 Renovation Casa Andreu In Els Pallaresos 

1921 Casa Tanganelli In Vallcarca (Barcelona) 

1922 Building on corner of Enamorados in Barcelona. El Samonti devel- 
opment project for Sant Joan Despi. Jufol designed more than 
twenty houses (and conversions) in this district be t we e n 1922 and 
1931, including Casa Rkardo Sigales Porta and Casa Margarit Sabate 

1923 Casa Planells and apartments In Calle del Bruc In Barcelona. Qna 
Manade and house in Calle Verdaguer In Sant Joan Oespl. Project 
for hospital In Mexico 

1924 Appointed lecturer at the Exuela TAcnlca de Ofidos Artistic. Casa 
Donate and Casa Enrique Gallofrft in Sant Joan Despi. Apartments 
in Barcelona (Cklle Sant Sahrador and Sant Bennet 20) 

1925 Own house, Casa Hirmo, Case Ginest* and Casa Pey Vives in Sant 
Joan Despi. Decorations to chapel of VSalimoll 

1926 Appointed municipal architect of Sant Joan Despi. Onema, Casa 
Rovira and Casa Badell In Sant Joan Despi. Restoration of Roman 
amphitheatre in Tarragona. Church of Mmitserrat in Tarragona. 
Alterations to chapel at Renau 
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1927 Marries his cousin Teresa Gilbert Mosella. Casa Serra-Xaus, Casa 
Jaume Vives, Casa Jose Pey, Casa Vicente Roca, Casa Francese 
Joaquim, Casa Modeste Tapias and decorations to Casa Po Cardona 
in Sant Joan Despi. Palacio del Vestido and fountain at Plaza Espafia 

in Barcelona 

1928 One and only trip abroad, to Italy. Casa Camprubi in Cornell^ 

1929 Alterations to Palacio del Vestido 

1930 Les Begudes factory and Casa Carbonell in Sant Joan Oespf 

1931 Casa Vila in Sant Joan Despf 

1932 Cat Passani and own house in Sant Joan Despf 

1933 Jaume Casas in Sant Joan Oespl 

1934 Renovation church in Tarragona 

1935 Renovations to Mas Carreras in Tarragona. No further assignments 
until 1939 

1939 Renovation of Carmelite Convent in Tarragona 

1940 Minor alterations until 1943; odd Jobs 
1943 Torre COdina in Badalona 

1949 At 9 pm oni May Jujol dies in Barcelona 
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mildewed drawings by Jujol In the flooded cellars of the Sent Joan Despi 
town hall. 
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The Catalan architect Josep Maria Jujoi (1879- 
1949) is often seen, incorrectly, as a colleague and 
follower of Gaudi; many people still attribute his 
contributions to Park Guell and Casa Batll6 to his 
famous compatriot. This richly illustrated publi- 
cation surveys Jujol's complete body of work and 
includes a large number of photos and drawings 
never previously published. Jujol's most import- 
ant works, such as Torre de la Creu, Casa Bofarull, 



Casa Negre, the church in Vistabella and Casa 
Planells were produced in the period of reaction- 
ary Noucentismo, during the struggle to escape 
centralised control from Madrid. This 'architec- 
tura modernista' was born in a heavily industri- 
alised Barcelona at the end of the last century 
and spread over the whole of Europe through 
related movements such as Art Nouveau and 
Jugendstil. 
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